After the Meiji Restoration and the opening of Japan to the West, the Japanese theatre underwent a series of transformations. The cultural, economic, and political changes in the nation fundamentally altered the traditional theatres of nö, kyögen, kabuki, and bunraku and challenged Japanese conceptions of the theatre.
cessful shimpa artists, along with his wife Sadayakko, adapted Shakespeare, performed often highly patriotic, imperialistic docudramas, and wrote original plays. Their company toured the United States and Europe from 1899 to 1901, providing the first performances of modern Japanese theatre in the West. Shimpa introduced many modern theatre elements, including actresses, new ticketing systems, and shorter, evening performances. Ultimately, however, the shimpa movement also failed to develop into a widely accepted modern theatre.
It was not until the development of shingeki ("new theatre") that a truly modern theatre managed to completely rupture from traditional forms, and base its theatre solely on Western models of acting and playwriting. The Cambridge Guide to Asian Theatre divides the history of modern theatre into five periods: "1887-1928, the establishment of a modern theatre; 1928-45, the political and orthodox modernism; 1960-73, the rejection of modernism; and 1973 to the present, diversification" (Brandon 1993, 153) . During this period, two key troupes (among others) were formed that demonstrated the two approaches to the development of modern drama. The Bungei Kyökai (Literary Arts Society) was founded in 1906 by Tsubouchi Shöyö, one of the key translators of Shakespeare and the advocate of using literature as a means to develop a new drama. The Jiyö Gekijö (The Free Theatre, named after Antione's Théâtre Libre) was founded in 1909 by Osanai Kaoru and kabuki actor Ichikawa Sadanji, who were committed to developing a new theatre through the creation of a modern acting style.
In 1923, Osanai and Hijikata Yoshi founded the Tsukiji Shö-gekijö (Tsukiji Little Theatre), a state-of-the-art theatre in Tokyo. Although the company was eventually torn apart by politics, it was one of the most influential theatres in the evolution of modern Japanese drama.
David Goodman sees more than simply the development of a new type of theatre and drama in shingeki of this first period. In the introduction to Japanese Drama and Culture in the 1960s: The Return of the Gods he argues that the creators of shingeki "sought . . . a complete break with tradition" (Goodman 1988b: 5) . For Goodman, shingeki's emphasis on theatrical realism and naturalism and its left-leaning politics represents a rupture not only with the theatrical past, but with the entire cultural heritage of Japan.
In the prewar period, as a militarized nation moved rightward politically, leftist theatre artists grew more vocal, eventually being viewed as dangerous and finally coming under government censorship and oppression. During the war, only officially sanctioned patriotic plays or works by nonpolitical "literary" and "artistic" playwrights and performers were permitted. With the American Occupation (1945) (1946) (1947) (1948) (1949) (1950) (1951) (1952) , the generally apolitical realism that had dominated during the war years became orthodoxy as the occupation censors suppressed both rightist plays that espoused "feudal" values and leftist dramas in the face of the growing "cold war" against communism and the Soviet Union.
In the 1960s, however, another shift occurred in which a new form developed out of the social conflict caused by the U.S.-Japan Mutual Security Treaty crisis of 1960, termed angura (a Japanification of the word "underground") by some and "post-shingeki" by others and shögekijö undö (Little Theatre Movement) by still others. This new theatre sought to re-establish contact with a lost "Japaneseness" and with premodern culture. It was shaped by a blend of the traditional and modern theatres and the often (though not exclusively) leftist political concerns of its young creators. One of the most famous figures to emerge during the postwar period, however, was not leftist, in fact, but a conservative nationalist-Mishima Yukio, whose modern nö plays reflect many of the same concerns as the angura playwrights, including a need to reconnect with "the bedrock of Japanese culture," in Goodman's words (1988b: 19) . Mishima and the angura playwrights also shared a need to find meaning in the wake of World War II, the atomic bombings of Hiroshima and Nagasaki, and the failure of Marxists and modern dramatists to adequately address these issues. Though Mishima disagreed both politically and aesthetically with many of his contemporaries in the Japanese theatre world, all were seeking a means of expressing modern Japanese identity. His spectacular suicide in 1970 and his body of nondramatic literature have ensured that Mishima received the lion's share of attention paid to modern Japanese drama in English until recently.
The last thirty years have seen a growth of modern pluralism. Intercultural theatre blending traditional and modern techniques, postmodern productions, Broadway-style musical extravaganzas, realism, and traditional forms exist side by side in the Japanese theatre world. Some directors, such as Suzuki Tadashi and Ninagawa Yukio, have come to international attention, while others, such as Noda Hideki, remain highly popular in Japan but much less well known outside the country. Although a number of scripts have been recently translated, contemporary Japanese playwriting remains relatively unknown in Europe and America. Whereas the stages of Tokyo (professional, amateur, and academic) often present both classical Western texts and the latest plays from Europe and America in translation, production of modern Japanese drama in Western theatres is virtually unheard of.
Much work remains to be done in the study of modern Japa-nese drama and theatre in English. Other than the path-breaking actresses Matsui Sumako (1886 -1919 ) and Kawakami Sadayakko (1871 -1946 , no modern Japanese performers have seen significant attention in English. Likewise, other than Suzuki and Ninagawa, few Japanese directors have received scholarly attention in English. As this taxonomy indicates, hundreds of plays have been translated, yet thousands upon thousands remain untranslated. For a more in-depth introduction to modern Japanese drama, see David Goodman (1988b) , J. Thomas Rimer (1974 ), Brian Powell (2002b , and James Brandon (1993) in particular.
A Brief History of Translation into English
Western scholarly attention to modern Japanese theatre has been eclipsed by the attention paid to the traditional theatres. Three periods of translation and academic interest in the modern theatre of Japan, however, can be distinguished.
In the early twentieth century, from 1920 to 1940, just as shingeki has become established, some Westerners, interested in drama as a literary form more than theatre as a performance form, began translating plays as they were written. Not all of these plays had been performed, but many, if not all, had appeared in print in literary magazines and in books. Glenn W. Shaw, Glenn Hughes, and Eric Bell, among others, translated and published a number of these literary plays, such as those of Kikuchi Kan, Nakamura Kichizö, and Tanazaki Jun-ichirö. Others brought the shin-kabuki plays of Okamoto Kidö into English during the same period.
The second emergence of modern Japanese dramatic translation occurred in the postwar and occupation period. Donald Keene, among others, again focused on plays as works of literature to be translated. The plays of Mishima Yukio in particular dominate this period, thought a handful of other plays were translated between 1950 and 1965 as well.
The third period, which we are still in today, began in the late 1960s and shifted the focus from drama as literature to scripts as blueprints for performance and indicative of a theatre as the focus. Pioneer David G. Goodman started Concerned Theatre Japan, a magazine dedicated to modern Japanese theatre, in 1969, having begun working with several of the more significant companies as a photographer. Several issues also featured translations of modern plays in addition to the articles, interviews, and reviews concerning the shögekijö. Following Goodman's lead, Westerners in Japan began to write about and translate modern Japanese drama into English: J. Thomas Rimer, John Gillespie, and Robert Rolf, and more recently scholars such as Carol Fisher Sorgenfrei and M. Cody Poulton have been translating and analyzing modern theatre and drama in Japan since the late 1960s and early 1970s. The first scholars came to Japanese theatre out of departments of literature, but subsequent scholars and translators have come out of theatre and performance backgrounds. Others in England and Europe, such as Brian Powell, A. Horrie-Webber, and Masako Yuasa, among others, have also worked to bring Japanese theatre to English-speaking readers and audiences. The development of Asian Theatre Journal along with the Japan Playwrights Association's issuing Half a Century of Japanese Theatre, a delightful nine-volume series from the 1950s through the end of the twentieth century, have has greatly increased the number of plays available in English. A new generation of scholars of modern Japanese theatre is now emerging from graduate programs all over the world, promising to further increase the material available in English.
How to Use this Taxonomy
The first section of the taxonomy is a list of plays listed by playwright in alphabetical order. The dates of individual playwrights are also given, as are the Japanese titles and date of first performance. Publication information is given for the text of the English edition. In the case of multiple translations of the same play, they are indicated numerically under the title and given in chronological order of publication.
The second section lists plays included in anthologies. The anthology is listed by the editor or playwright and the plays included are listed in brackets. The third section lists plays available in a single volume. Both of these sections are designed to help the instructor to locate suitable classroom material and to aid the researcher in locating texts.
Given the growing number of intercultural productions that blend both traditional Japanese theatre and modern theatres from around the world and cross-cultural productions, the first appendix lists representative fusion works. It does not claim to be a comprehensive survey, but rather offers an idea of some of the fusion texts available for consideration. The second appendix lists general and major works of critical and historical scholarship in English of modern Japanese drama.
The information on this list is as complete as the complier could verify. There remain some gaps, indicated in the text by asterisks (**). This taxonomy is intended for both classroom and research use, as an aid to finding texts to use in the classroom and to help researchers of Asian theatre locate texts and plays. Multiple translations of single texts can also be interesting in comparing how different translators have handled the same material.
The use of macrons is inconsistent, as I have tried to follow the usage as it appears in the original publications. As macron use is inconsistent in the books and plays themselves, it has followed so here. Likewise, earlier transliterations of Japanese names have also been noted, for example, Kikuchi Kan's name has also been rendered as "Kikuchi Kwan."
Lengthy though this list may seem, it also indicates how much there is left to translate. New plays are being written all the time. Significant "modern" classics have still not been translated-Kinoshita Junji's Otto to iu Nihonjin (A Japanese Called Otto, 1962), Tanizaki Jun'ichirö's Aisureba koso (Because I Love Him, 1921) , Iwata Toyö's Higashi wa Higashi (East is East, 1933) , Miyoshi Jöro's portrait of Vincent van Gogh Honö no hito (Man of Flame, 1955) , and other plays by Kishida Kunio, Tanaka Chikao, Yashiro Seiichi, and Betsuyaku Minoru come to mind. More recent popular playwrights, such as Noda Hideki and Shimizu Kunio, are starting to see their works translated into English, and women playwrights, much smaller in number than their male counterparts, but still significant and growing in importance, popularity, and number, such as Kishida Rio, are also finally being translated. Also becoming more prevalent are translations of scripts by collectives and companies, such as dumb type and Blue Bird Theatre Company, but much more work needs to be done in all these areas.
I would like to extend my thanks, in no particular order, to M. Cody Poulton, Carol Fisher Sorgenfrei, J. Thomas Rimer, Laurence R. Kominz, David G. Goodman, Brian Powell, and Mariko Boyd. They pointed out omissions, added missing dates, names, titles, and publication data, corrected spellings and generally offered encouragement and support. I am in their debt and this index would not have been completed without their help. Thanks are also due to the Tsubouchi Shoyo Theatre Museum and its library at Waseda University, which filled in many gaps. Any errors are, alas, my own.
Samuel L. Leiter was the impetus behind this project. As editor of ATJ, he first suggested it and then gave suggestions and advice during the compiling and editing period. It is to him that this work is dedicated.
Please send corrections and additional entries to the compiler at kwetmore@lmu.edu. I would like to continue to develop this list as more material becomes available and to fix any errors that may be on it.
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